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1 Restoration Report 
HANDA Masaki, TSUCHIYA Mie, YAMADA Tomomi, YAMAMOTO Itsuki, SASAKI Tatsumi 
Handa Kyuseido Co., Ltd. 
 
1.1 Information of the Artwork 
Titles Evening Temple Bell in the Mist, Descending Geese  
Artist UNKOKU Togan ( , 1547-1618) 
Period 17th century  
Owner The Indianapolis Museum of Art, United States of America 
Accession no. 64.6 (Evening Temple Bell in the Mist), 64.7 (Descending Geese) 
Media and format (style) Ink on paper, hanging scrolls (three-tier style), two scrolls 
Paper for artwork Bamboo fiber 
 
1.2 Information of the Restoration Project 
1.3 Condition before Restoration 
There were creases in the artworks, rifts and losses, vertical wrinkles at these creases (Fig. 1.7 (a), Fig. 1.10 (a)). 
There were unevennesses and shrinkages caused by infill paper on the surface of the artworks (Fig. 1.10 (a)). 
There were unevennesses caused by reinforcement paper strips on the surface of the artworks (Fig. 1.8 (a)). 
There were losses in one of the artworks (Fig. 1.9 (a), Fig. 1.9 (b)). 
Paper of the artworks were thin; their thickness was uneven (Fig. A.1.7). 
There were dirt and stains throughout the artworks. 
There were cut at the final lining in one of the artworks (Fig. 1.10 (b)). 
The final linings were lifting off. 
There were abrasions on the mounting fabrics. 
 
1.4 Restoration Policy 
Restoration of the artworks to their status quo ante and the maintenance of the present condition would be the 
fundamental policy to be followed in restoring the artworks. 
Materials, techniques and restoration environment equivalent for the restoration of designated cultural properties 
would be used. 
The mounting format would be the same style as that before restoration. 
The mounting fabrics, roller knobs, hanging rods, roller rods, washers, eye-pins, cords, and storage boxes would be 
made anew. 
All the previous mounting materials and storage equipment would be returned to the museum. 
All the processes of the restoration would be recorded including photographs. 
Varieties of investigation towards the artworks during restoration would be carried out under the guidance of the 
Duration 25 September 2017 - 30 May 2019 
Place The studio in the Tokyo National Museum, Handa Kyuseido Co., Ltd. 




person in charge of the Tokyo National Research Institute for Cultural Properties. 
 
   
Regarding restoration materials, see Table 1.3. 
(1) Documenting (Fig. 1.11.1) 
・The condition of the artworks including the dimensions and damages were recorded. Photos were taken using 
4×5 reversal film camera, digital camera and infrared photography (Appendix 1). 
・To examine the stability of the sumi (Chinese ink) and the possibility of stain migration, a patch test, providing 
water by brush, was done. 
(2) Disassembling (Fig. 1.11.2) 
Hanging rods, roller rods and the artworks were detaching from the mounting. And mounting fabrics were taken 
apart to pieces. 
(3) Analyzing paper 
A very small amount of fiber sampling from the back side of the artworks were dyed by C stain and observed 
with a microscope (Appendix 2). 
(4) Consolidating (Fig. 1.11.3, Fig. 1.11.4) 
Cow skin glue solution (0.5wt-%) was applied to the seal and dark colored sumi (Chinese ink) area using a brush; 
consolidated area was dried completely. 
(5) Removing the final lining paper, reinforcement paper strips and infill paper (Fig. 1.11.5). 
The final lining paper, reinforcement paper strips and infill paper were removed by applying minimum required 
filtered water to the back of the artworks (Fig. A.1.4, Fig. A.1.5). 
(6) Removing dust 
A soft brush was used to remove dirt and dust from the surface of the artworks. 
(7) Washing (Fig. 1.11.6, Fig. 1.11.7) 
To remove water-soluble dirt, minimum required filtered water was sprayed onto the front side of the artworks 
and absorbed by blotting paper placed under the artworks. 
(8) Removing the second lining paper (Fig. 1.11.8) 
     The second lining paper was removed by applying moisture of minimum required filtered water from the back 
side of the artworks. 
(9) Removing the first lining paper (Fig. 1.11.9) 
The first lining was removed slowly by applying moisture using a brush partially without applying water widely 
to the back side of the artworks. However, some of the first lining paper exposed from loss area was left and 
adjusted in order to use as infill paper (Fig. 1.9). 
(10) Infilling 
All the infill paper were removed from the artworks; new infill paper prepared by shaping the loss areas were 
applied. Bamboo paper dyed with yasha and lye extracted from tree ash (pH11) was used as new infill paper. 
Furthermore, strips made of thin mino paper were pasted to the lifts on the artworks from the back for 
reinforcement. In all these processes, wheat starch paste mixed with seaweed paste was used.  
(11) Applying first lining (Fig. 1.11.10) 
Kozo paper containing rice powder as filler was applied with wheat starch paste. First lining paper was dyed with 
yasha and lye extracted from tree ash (pH11). 
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(12) Applying second lining (Fig. 1.11.11) 
Misu paper was applied with aged wheat starch paste. 
(13) Preparing the mounting fabrics 
Through consultation with the owner and the project manager, mounting fabrics that were suitable for the 
artworks were selected and prepared. To the newly prepared mounting fabrics, the first lining of mino paper was 
attached using wheat starch paste. In addition, the second lining of misu paper was attached using aged wheat 
starch paste. 
(14) Assembling (Fig. 1.11.12) 
The artworks and the mounting fabrics were cut together and assembled by using wheat starch paste. 
(15) Applying reinforcement paper strips (Fig. 1.11.13) 
Using wheat starch paste, reinforcement paper strips made of thin mino paper were applied to creases on the 
artworks from the back side as well as to places where creases may occur in the future. 
(16) Applying final lining (Fig. 1.11.14) 
Uda paper and cover silk fabrics were applied with aged wheat starch paste. This uda paper was made from 
mixing kozo fiber with the extraction liquid boiled from natural dyes (stems and roots of tomato). 
(17) Karibari (drying and conditioning) 
The artworks with mounting (the object) were attached to the karibari panel face down for a while. After the 
object was removed from the panel, it was attached and dried again to the karibari panel face up for a certain 
period. 
(18) Inpainting (Fig. 1.11.15)  
Inpainting was applied to parts that had been infilled, by using pigment dissolved in animal glue to match the 
color of the infilled parts with that of the artworks. 
(19) Finishing (Fig. 1.11.16) 
The roller rods, hanging rods, roller knobs, washers, eye-pins, and cords were newly made, and the artworks were 
finished as hanging scrolls. 
(20) Preparing for storage (Fig. 1.11.17, Fig. 1.11.18)  
Roller clamps, paulownia inro-style storage boxes, wrapping cloths, and fabric covering the lid of the storage 
boxes were made a new to store the artworks. The mounting materials and storage equipment which had been 
used on the object before restoration—mounting fabrics (of outer border fabrics, center border fabrics, inner 
border fabrics, decorative fabric strips), washers and eye-pins, cords, hanging rods, roller rods, roller knobs, 
reinforcement paper strips, infill paper, lining paper (of first, second and final) and storage boxes—were stored 
separately from the restored artworks. 
(21) Documenting 
Photographs were taken after restoration and reports were prepared. 

























Fig. 1.1 cm  (a) (b) 














































Fig. 1.2 cm  (a) (b) 





































Format and mounting materials, before restoration 
 
Format [Style] Hanging scroll [three-tier style] 
 
Inner border fabric (ichimonji), 
decorative fabric strips (futai) 
 
Kinran (gold brocade) with a flower arabesque on a brown background, Evening 
Temple Bell in the Mist 
 
Kinran (gold brocade) with a flower arabesque on a whitish brown background, 
Descending Geese 
  
Central border  
fabric (chumawashi) 
 
Donsu (damask) with a flower arabesque on a whitish brown background, Evening 
Temple Bell in the Mist 
 
Kinran (gold brocade) with a design of choju (birds and animals) and takara-
zukushi (treasure-filled) patterns on a brown background, Descending Geese 
  
Outer border fabric (kamishimo) 
 






Hanging rod, roller rod   
 








Braided cord in takuboku-style 
 

































Hanging scroll [three-tier style] 
 
Inner border fabric (ichimonji), 
decorative fabric strips(futai) 
 
Kinran (gold brocade) with a flower arabesque of peony with double vine motifs 





Kinran (gold brocade) with a flower arabesque of peony motifs on a pale brown 
background (made by Hironobu Orimono Co., Ltd.) 
  
Outer border fabric (kamishimo) 
 
Donsu (damask) with a flower motif and swastika patterns on a greenish indigo 








Coating with black urushi (Japanese lacquer) (provided Hayamizu Shoten) 
 
Hanging rod, roller rod 
 




















Paulownia inro-style box (made by OSAKA Shigeo) 
 
Fabric covering the lid of the 
storage box 
平  










3M Purification  
Filtered water [using a 0.5μ diameter pore filter and granular activated carbon 




Wheat starch (manufactured by Kagoshima Denpun Co., Ltd.) 
 








Mafunori (Gloiopeltis tenax), Fukurofunori (Gloiopeltis furcata), Hanafunori 
(Gloiopeltis complanata) (provided Kinkaido Co.) 
 
First lining paper 
(to the artwork) 
 
Kozo paper [containing rice powder as filler] (made by INOUE Toshio) 
 
First lining paper 
(to the mounting) 
 
Kozo paper [mino paper] (made by HASEGAWA Satoshi) 
 
Second lining paper 
 
Kozo paper [misu paper] (made by UEKUBO Ryoji) 
 
Final lining paper Kozo paper [uda paper, made from mixing kozo 
fiber with the extraction liquid boiled from natural dyes (stem and root of tomato)] 
(made by FUKUNISHI Masayuki) 
 
Reinforcement paper strips 
 




For lost area: bamboo paper (made in China, provided Kami Ya Co., Ltd.) 
 








Lye extracted from ash of a tree [pH11] (provided AIKUMA SENRYO Co., Ltd.) 
 






ARTIST’S PIGMENT (provided Holbein Art Materials Inc.) 
PEONY RED [C.I.No.PR185] / Benzimidazolone Carmine HF4C 
ORIENTAL BLUE [C.I.No.PB15] / Phthalocyanine Blue 
PERMANENT YELLOW LIGHT [C.I.No.PY55] / BenzidineYellow 
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(a) (b)
Fig. 1.3 (a) (b) 
Artwork with mounting, Evening Temple Bell in the Mist 
(a) before restoration (b) after restoration
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(a) (b)
Fig. 1.4 (a)  (b) 
Artwork with mounting, Descending Geese




Fig. 1.5 (a) (b) 




Fig. 1.6 (a) (b) 
Artwork, Descending Geese (a) before restoration (b) after restoration
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(a) (b)
Fig. 1.7  (a) (b) 




(a)   (b) (c)
Unevennesses caused by reinforcement paper strips, Evening Temple Bell in the Mist





(a)   (b) (c)
Utilized area as infill paper without removing the first lining paper  Evening Temple Bell in the Mist





(a)   (b) (c) 
Rifts on the artwork, Unevennesses caused by repair paper, Descending Geese

















Artwork and blotting paper after washing
Fig. 1.11.8 
Removing the second lining paper
Fig. 1.11.9 

















Storage boxes and wrapping cloths (previously used)
Fig. 1.11.18 

























Two scenes of the Eight Views of Xiaoxiang—Evening Temple Bell in the Mist, and Descending Geese—are 
depicted on paper that is almost square, slightly longer laterally. A square intaglio seal of Togan ( ) on the upper-
left corner of each painting indicates that these artworks had been painted by UNKOKU Togan (1547-1618) (Fig. 2.1). 
Since the Eight Views of Xiaoxiang mounted in the forms of a hand scroll and a pair of four-panel folding screens in 
oshiebari style—an individual painting mounted on each panel—can be found among other works by Togan, these 
paintings might have been originally created with the other six paintings, and it is highly possible that they were not 
mounted as hanging scrolls. Furthermore, before the restoration, while the outer border fabrics (kamishimo) of both 
scrolls were the same, each scroll used different mounting fabrics in other parts such as the decorative straps (futai), the 
inner borders (ichimonji) and the central borders (chumawashi). It is presumed that these paintings had been appreciated 
as a pair as well as a variation in combination of the mountings. However, applying the same mounting to both paintings 
in the restoration work carried out this time allowed the viewers to appreciate them more generally as a series. 
UNKOKU Togan admired Sesshu, succeeded to the tradition of painting landscapes with the technique of 
haboku—literally “broken ink”—that Sesshu was good at, and created several paintings of the Eight Views of Xiaoxiang 
as it is mentioned above. These landscape paintings are executed in the abbreviated style called sotai—or could refer to 
the cursive style corresponding to the name of style used in calligraphy—in which thick ink and thin ink are skillfully 
used with fewer brush strokes. In the painting of Evening Temple Bell in the Mist, a temple building and mountains can 
be seen in the distance at the upper left of the painting, and a person going up the hill in the approaching dusk is 
illustrated with thick ink. Oval head with simple clothes and vertical lines added as legs demonstrate its extremely 
abbreviated depiction. Nevertheless, the person could be identified as a man who has his hair in a topknot. The 
Descending Geese presents a flock of geese approaching in the moist air. Distant mountains are drawn in the upper part 
of the painting using a wash of thin ink, and geese are flying from above the mountains thickly covered with woods that 
are painted with slightly thick ink. The geese are simply illustrated in a T-shape: the horizontal bar as the wings and the 
vertical bar as the body. The subtle changes in the drawing lines make their wings graceful. In addition, lateral lines 
represent the lakeside that stretches out in the forefront. Dots executed with thick ink show that the geese landed on the 
ground are resting. The scene of the twilight in which mountain range, woods and geese are fading into the dusk is 
depicted by Togan’s accomplished ink painting technique. 
As there were no notable differences in the condition of the paintings and the hues of the ink between these scrolls, 
it is assumed that they were produced in the same period. Their harmonized expression techniques and sophisticated ink 
painting techniques indicate that these paintings would be part of the completed series of the Eight Views of Xiaoxian 
and that the other six scenery paintings presumably exist. The expression of landscapes achieved by the subtle contrast 
of ink was difficult to recognize due to the dirt and creases before the restoration. However, after the restoration, Togan’s 
mastery of painting skills expressing vast landscape in a limited size of the screen became more apparent to the viewers. 
Although these paintings are small pieces of work, they would be elegant examples of Togan’s works in overseas 
collection. 
Translated by GOTO Rika 
 
2 Description about the Artwork 
EMURA Tomoko 
Tokyo National Research Institute for Cultural Properties 
24
Reference: 
FUKUDA Yoshiko,(2018). Explanation of Eight Views of the Xiao and Xiang Rivers, a pair of four-fold screens 
(Exhibit No. 77), Eight Views of the Xiao and Xiang Rivers, a hand scroll (Exhibit No. 78), UNKOKU Togan: 400th 
Memorial Retrospective [Exhibition catalog], Yamaguchi Prefectural Art Museum. pp.202-203 
(a) (b) 
Fig. 2.1 印章 (a)『煙寺晩鐘図』 (b)『平沙落雁図』 








Mapping of damages before restoration, Evening Temple Bell in the Mist
Appendices 
 HANDA Masaki, TSUCHIYA Mie, YAMADA Tomomi, YAMAMOTO Itsuki, SASAKI Tatsumi










Fig. A.1.3 (a) (b)
Near infrared photographs by reflected light, before restoration
(a) Evening Temple Bell in the Mist (b) Descending Geese
CCD 800 ~ 1100nm
4000 2315
Tiff
Image sensor CCD Sensor, Full-Frame, Sensitivity: 800–1100nm




Fig. A.1.4  
(a)  (b) 
Back side of the artwork with first lining, after removal of the final lining paper and reinforcement paper,
 Evening Temple Bell in the Mist
 (a) Reflected light (b) Transmitted light
(a) (b)
Fig. A.1.5 
(a)   (b) 
Back side of the artwork with first lining, after removal of the final lining paper and reinforcement paper,
 Descending Geese




(a)   (b)
Back side of the artworks, after removal of the first lining paper
(a) Evening Temple Bell in the Mist (b) Descending Geese
(a) (b)
Fig. A.1.7 
(a)   (b)
Front side of the artworks, after removal of the first lining paper (transmitted light)
(a) Evening Temple Bell in the Mist (b) Descending Geese
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付録 2 繊維組成分析
Appendix 2 Analyzing paper
JIS P8120 ISO9184-4 C
Analysis method: According as Japanese Industrial Standard P8120 (cf. ISO9184-4), a very small amount of fibers 





 Micrographs of fiber from the artworks




Apparatus Microscope (SUGITOH (×100) equipped with a digital camera GR  RICOH)
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